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PROGRAM 
I. Circuitus Lamentationis-Dolor in Horto (Circular Lament) 
II. Rotae Passionis (Passion Wheels) 
1. Jesus captis condenmatur (Jesus is condemned to death) 
2. Jesus crucem accipit (Jesus receives the Cross) 
3. Sub cruce cadit Jesus (fesus falls under the Cross) 
4. Jesus cum matre congredietur (/ esus comes upon his mother) 
5. Adjuvat Jesum ad crucem portandam Simon Cyrenaeus 
(Simon of Cyrene carries the Cross for fesus) 
6. Veronic afaciem Jesu terget (Veronica wipes fesus' face) 
7. Jesus iterum cadit (/esus falls again) 
Christopher Rouse 
(b.1949) 
8. Mulieres Jerusalem lamentantur Eum (The women of ferusalem weep for Him) 
9. Jesus tertium cadit (Jesus falls a third time) 
10. Denudatur (He is stripped of his clothes) 
11. Eum in Cruce clavis affigunt (He is nailed to the Cross) 
12. Perit (He dies) 
13. De Cruce Jesus deponitur (He is taken down from the Cross) 
14. Corpus Jesu ponitur in monumento (His body is laid in the tomb) 
Ill. Rota Parallela-Christus in Somno (Parallel Wheel-Christ Asleep) 
Leaden Echo, Golden Echo 
Karol Bennett, soprano 
-Intermission-
Hallowe'en 
Hyde & Jekyll 
A music narrative in two chapters 
Bruce MacCornbie 
(b.1943) 
Charles Ives 
(1874-1954) 
Jon . 
(b.1~3) 
PROGRAM NOTES 
Christopher Rouse's Rotae Passionis (Passion Wheels) was comissioned by Richard 
Pittman for the Boston Musica Viva, and was completed on January 1, 1983. Musica 
Viva gave the first performance at Boston, April 1983. Rotae Passionis derives its title 
from the Passion of Christ. Small motivic cells, or "wheels," repeated throughout 
sections of the work generate a "circular" structure, particularly audible in the work's 
central section. 
In informal remarks from the stage before the first performance, Rouse said that the 
Latin titles were used to evoke the ritual and mystery associated with the Passion story. 
Rouse's inage of the Passion derives from Northern Renaissance painters such as 
Grunewald and Bosch, whose approach to the passion story emphasizes its ''human, 
horrific, and even grisly aspects." 
The whole work is givin in three large sections. The first section, "Circular Lament, 
Agony in the Garden," provides a human view of the last moments of Christ's freedom 
in the Garden of Gethsemane . Rouse has described this viewpoint as "earthly and 
Yl"'"""-<iane." The second major section comprises the actual "Passion Wheels," which 
ased on the Fourteen Stations of the Cross, each represented by a very short 
seciton ushered in by a hammer blow. Rouse characterised this section as if someone 
strapped into a church pew were being forced to watch a slide show of each Station 
flashing by. "It is not at all pleasant, but more of a nightmarish experience." The third 
and final section, "Parallel Wheel, Christ Asleep" leaves the piece in a state of 
suspended animation- -yet without the Resurrection. 
Rouse has dedicated the work to the memory of Carl Orff, whose death occurred 
during the early stages of the composition of Rotae Passionis. The bass drum motive 
heard at the outset is a reference to Orff's great stage work Prometheus, where a 
similar motive is rendered on the odaiko, a Japanese ceremonial drum . 
.. .. .. .. .. ,. .. ,. 
Leaden Echo, Golden Echo is a setting of a poem written by Gerard Manley Hopkins 
(1844-89), the English Jesuit poet whose metrical investions, no less than his expressive 
energy and seriousness, anticipated much modern poetry . Essentially the poem is a 
two-part meditation on beauty which can be interpreted as reflecting part of Hopkins' 
own attitude toward mortal beauty: rather than cling selfishly to beauty, one should 
recognize it as a manifestation of God. The poem also reflects Hopkins' belief in the 
responsibility of "giving back" of one's natural talents through creative discipline and 
discovery. A more extended interpretation might include: it is important to retain a 
youthful spirit throughout life despite the ravages of age. In any event, the poem 
transcends any literal interpretations, and its language is incredibly rich with echoes 
and alliteration, factors which made it immediately attractive to attempt a musical 
setting. 
This work is scored for soprano solo, flute, oboe, clarinet, horn, trumpet, trombone, 
percussion, piano, and strings . The scoring for the strings is purposely flexible so that 
tRmber of string players can range from one per part to full orchestral sections. 
1 rst performances took place in 1989 with Christopher Kendall conducting, in 
½'a:.nington, D.C. and Seattle, Washington . Recent performances have taken place in 
Maryland, Colorado, Russia, and New York City. 
-Bruce MacCornbie 
TEXT 
The Leaden Echo and the Golden Echo (Gerard Manley Hopkins, 1844-1889) 
The Leaden Echo 
How to keep-is there any, any, is there none such, nowhere 
known, some bow or brooch or braid or brace, lace, latch 
or catch or key to keep 
Back beauty, keep it, beauty, beauty, beauty, ... from vanish-
ing away? 
Oh, is there no frowning of these wrinkles, ranked wrinkles 
deep, 
Down? no waving-off of these most mournful messengers, still 
messengers, sad and stealing messengers of gray? 
No, there's none, there's none-oh, no there's none! 
Nor can you long be, what you now are, called fair-
Do what you may do, do what you may, 
And wisdom is early to despair: 
Be beginning; since, no nothing can be done 
To keep at bay 
Age and age's evils-hoar hair, 
Ruck and wrinkle, drooping, dying, death's worst, winding 
sheets, tombs and worms, and tumbling to decay; 
So be beginning, be beginning to despair . 
Oh, there's none-no, no, no, there's none: 
Be beginning to despair, to despair, 
Despair, despair, despair, despair. 
The Golden Echo 
Spare! 
There is one,yes, I have one (Hush there!); 
Only not within seeing of the sun, 
Not within the singeing of the strong sun, 
Tall sun's tingeing, or treacherous the tainting of the earth's 
air, 
Somewhere elsewhere there is ah, well, where! one, 
One. Yes, I can tell such a key, I do know such a place, 
Where whatever's prized and passes of us, everything that's 
fresh and fast-flying of us, seems to us sweet of us and 
swiftly away with, done away with, undone, 
Undone, done with, soon done with, and yet dearly and danger-
ously sweet 
Of us, the simpled-water -dimpled, not-by-morning-matched 
face, 
The flower of beauty, fleece of beauty, too too apt to, ah! to 
fleet, 
Never fleets more, fastened with the tenderest truth 
To its won best being and its loveliness of youth; it is an ever-
lastingness of, 0 it is an all youth! 
Come then, your ways and airs and looks, locks, maiden gear, 
gallantry and gayety and grace, 
Winning ways, airs innocent, maiden manners, sweet looks, 
loose locks, long locks, lovelocks, gaygear, going gallant, 
girlgracc-
Resign them, sign them, seal them, send them, motion them 
with breath. 
And with sighs soaring, soaring sighs deliver 
Them; beauty-in-the-ghost, deliver it, early now, long before 
death 
Give beauty back, beauty, beauty, beauty, back to God, beauty's 
self and beauty's giver. 
See: not a hair is, not an eyelash, not the least las lost; every hair 
Is, hair of the head, numbered. 
Nay, what we had lighthanded left in surly the mere mold 
Will have waked and have waxed and have walked with the 
wind whatwhile we slept, 
This side, that side hurling a heavyheaded hundredfold 
Whatwhile we, while we slumbered, 
0 then, weary then why should we tread? Oh why are we so 
haggard at the heart, so care-coiled, care-killed, so fagged, 
so fashed, so cogged, so cumbered, 
When the thing we freely forfeit is kept with fonder a care, 
Fonder a care kept than we could have kept it, kept 
Far with fonder a care (and we, we should have lost it) finer, 
fonder 
A care kept-Where kept? Do but tell us where kept, where-
Yonder-What high as that! We follow, now we follow-
Yonder, yes, yonder, yonder, 
~ Yonder. 
• ••••••• 
Charles Ives completed Halloween on 1 April 1906, basing it in part on materials 
originally created for a never-completed string quartet. Scored for four strings and 
piano, Ives also allowed the option of performance with multiple strings on a part. The 
first public performance took place as part of a Martha Graham dance concert under 
Albert Stoessel's direction in New York's Alvin Theatre on 22 April 1934. 
Ives gave the best possible description of this work in the autobiographical 
fragments that he worked on for many years under the heading "memos" (he 
considered the more elegant term, "memoirs," only suitable for "such dignitaries as 
bank presidents.") Here, as edited by John Kirkpatrick (Charles E. Ives, Memos [W. 
W. Norton & Company, 1972)), is his description of the work : 
"In this piece I wanted to get, in a way, the sense and sound of a bonfire, outdoors in the 
night, growing bigger and brighter, and boys and children running around, dancing, throwing 
on wood--and the general spirit of Hallowe'en night--(and at the end, the takeoff of the 
regular coda of a proper opera, heard down the street from the bandstand .)" 
He accomplished the translation of a visual/aural effect into the music with some 
techniques unusual for 1906, but not without a touch of humor in the bandstand 
parody. 
No composer ever worked in such isolation from the musical world as Ives. He 
activ ely avoided the concerts of most distinguished artists because they only played 
what he called "silk underwe ar music," and was particularly incensed by the refined 
playing of the Kneisel String Quartet, the most important chamber ensemble in the 
country at the time . Despite the fact that the Kneisels introduced many then-new 
compositions to American audiences and gave world premieres of dozens of American 
work s, Ives considered them too "nice," a word that he always spoke with contempt. 
Perhaps that is why, having created a numb er of musical ideas intended for a second 
·trin g quartet, he eventually recast most of them into other forms . 
Halloween turned out to be one of the pieces in which Ives took the most pride. It 
was also one of the few that he actually had a chance to hear not long after he 
composed it by hiring players from New York's theatre orchestras (who were, to his 
mind, more flexible and open than musicians in the major symphony orchestras) to 
play it through. The reading of Halowe'en with "a little orchestra from a theater just off 
the Bowery" went very well, and the players enjoyed the joke. Moreover, Ives said, " I 
happened to get exactly the effect I had in mind, which is the only (at least an ) 
important function of good workmanship .. " Despite the fact that the work is essentially 
a musical joke, Ives insisted that it was "one of the most carefully worked out 
(technically speaking), and one of the best pieces from the standpoint of workmanship 
that I've ever done." 
"I had learned to dwell with pleasure, as a beloved daydream, on the thought of the 
separation of [good and evil] .... If each could be housed in separate identities, life would be 
relieved of all that was unbearable .... " 
Countless others have echoed this speculation of Dr. Henry Jekyll, in Robert Louis 
Stevenson's Gothic masterpiece, Dr. Jekyll and Mr. Hyde (1886), about the dual nature 
of the human personality. These concepts of polarity, conflict, and transformation have 
fascinated Jon Deak, who during 1983 and 1984, composed a 27 minute chamber work 
based on Stevenson's novel. In Deak's so-called "music narrative," entitled Hyde and 
Jekyll, he draws vivid aural and dramatic portraits of the evil murderer Mr . Hyde 
(characterised by a solo french horn) and the elegant Dr. Henry Jekyll (depicted by a 
solo cello). The protagonists are further characterized by contrasting musical styles and 
orchestration . Themes associated with Jekyll and Hyde are symbolically composed in 
mirror or reverse images of one another. The work's scenario, written in a mock heroic 
literary style to emulate that of Gothic horror novels, is synchronously flashed in 
subtitles above the stage and is enacted by the instruments with Sprechspiel, a 
performance technique devised by Deak to imitate human speech. On a more 
philosophical level, Deak also reflects on the meaning of good and evil, and on the 
dubious morality of science, which measures its progress in terms of its ability to 
fragment the human psyche. 
Hyde and Jekyll opens to reveal an eerie, dimly lit alleyway in London during the 
1880s. Edward Hyde, wanted by the police, lurches out of the darkness; he is breathing 
heavily as a result of his attempt to sneak quickly back to his laboratory. The police spot 
him, and give lively chase. After arriving home safely, Hyde putters in his laboratory, 
and drinks a magic formula to transform him back into his creator, the gentlemanly Dr. 
Jekyll. Realizing that insanity will soon overtake him, the confused Jekyll enters a final 
annotation in his journal. As he writes, we see a flashback of Dr. Jekyll and his 
colleagues sitting in a carriage discussing the great philosophical and medical issues of 
the day. Jekyll's companions 
chide him, as usual, about his far-fetched idea that love and creativity would flourish if 
only conflicting human emotions could be separated. Jekyll resolves to invest a potion 
that would fulfill his dream; excitedly he sets to work. Chapter II opens with Dr. Jekyll in 
his laboratory musing over some of the conflicting elements of human character 
innocence, obsession, love, hate, kindness, cruelty, valor, cowardice, thrift, and sloth. 
He speculates that if science could isolate these traits, those that were healthy could be 
strengthened and those that were diseased could be discarded. Confidently, he 
creates a gurgling brew which will fragment his own psyche, and then drinks it. A 
horrible grinding sensation rises in his bones, and the evil Mr. Hyde emerges 
triumphantly from Jekyll's body. He rushes down to the street in search of adventure, 
and our story begins anew. 
Hyde and Jekyll (Chapters I and II) was premiered in April 1984 by Speculum 
Musicae at New York's Symphony Space. It is scored for solo French horn and cello, 
and a chamber ensemble consisting of two violins, viola, contrabass, flute, oboe, 
clarinet, bassoon, and percussion. The scenario was written by Deak, with assistance 
from Robert Jacobs and Richard Hartshorne. 
,. ,. ,. ,. .. ,. ,. ,. 
TIME'S ARROW: The New Music Ensemble at Boston University 
Flute 
Heather Fortune 
Oboe 
Eugene Izotov 
Clarinet 
Frank Adams 
Bassoon 
Dale Clark 
Horn 
Jamie Hersch 
Trumpet 
Gary Peterson 
Trombone 
Chris Schweiger 
Ensemble Managers 
Alex Freeman 
Steven Situm 
Percussion 
Joseph Pereira 
Michael Lavan 
Piano 
Patrick Yacono 
Richard Shore 
Violin 
Jodi Hagen 
Shelley Lucht 
Viola 
Andrew Cahoon 
Cello 
Christopher Hutton 
Bass 
Eric Larson 
MEET TI-IE ARTISTS 
Christopher Kendall is the Director of the Music Division al Boston University School for the 
Arts, joining the Division in September 1993. He is also artistic director of the 20th Century 
Consort, now in its seventeenth year in residence at the Smithsonian Institution. Internationally 
recognized as one of America's leading ensembles championing the music of our lime, the ensemble 
has been closely associated with the careers of major American composers, including several 
Pulitzer Prize winners. He is a founding member of the Folger Consort, in which he plays lute and 
other plucked stringed instruments. Mr. Kendall was Associate Conductor of the Seattle 
Symphony from 1987 to 1992, leading the symphony in concerts on its Masterpiece, Baroque, and 
American music series. Mr. Kendall's recent guest conducting appearances have included the San 
Francisco Chamber Orchestra, Kitchener Waterloo Symphony, Annapolis Symphony, Chamber 
Music Society of Lincoln Center, Eastman Musica Nova, Collage in Boston, Music Today in New 
York, and the New York Chamber Symphony . He is a regular guest conductor of the Juilliard 
Orchestra, Symphony, and Contemporary Music Ensemble, and led the Juilliard Chamber 
Orchestra last spring on a three-week tour of France . 
.. .. .. .. ,. ,. ,. ,. 
Richard Cornell was born in Boston and received early training at the South End Music Centre 
He is a graduate of the Eastman School of Music of the University of Rochester, the New Englan\. 
Conservatory, and the Longy School. He has served on the faculties of MIT, the Longy School, ana · .,,, 
currently is Assistant Professor of Composition at Boston University and Director of Composition 
for the Boston University Tanglewood Institute . His work has received awards and recognition by 
the National Endowment for the Arts, the New England Foundation for the Arts, the MacDowell 
Colony, and Yaddo, among others . His works have been performed by the New England 
Philharmonic, the Dinosaur Annex, the Pro Arte Orchestra, ALEA III, Spectrum Ensemble of the 
University of Michigan, the Contemporary Ensemble of New England Conservatory, Composers in 
Red Sneakers, Marimolin, Tricinium and Capital Brass. His recent electronic works for the Blue 
Heron Theatre, New York and Beth Soll & Co., Boston, have been performed in Los Angeles, New 
York, Santa Fe, Yaruslavl (Russia), and Boston . 
.. ,. ,. ,. ,. ,. ,. .. 
Soprano Karol Bennett is acclaimed for her performances in a wide variety of repertoire, from 
traditional works to numerous world premieres. She has performed throughout Europe, Asia, and 
the United States. 
As the recipient of the 1993 Pro Musicis International Award, Ms. Bennett performed recitals 
last spring in Washington, D.C. and Los Angeles, and this season will perform al Boston's Jordan 
Hall, the Opera Comique in Paris, and the Villa di Medici in Rome; she will also present a recital 
at Weill Hall in New York in 1995-96. She was selected as the first classical vocalist to be an 
Artistic Ambassador for the United States Information Agency; with her longtime collaborator, 
pianist/composer John McDonald, she presented recitals, conducted master classes, and appeared 
on television and radio in Korea, Taiwan, and Mongolia in the summer of 1994. Last year, she was 
also the first singer honored with an Evelyn Green Davis Fellowship at the Bunting Institute of 
Radcliffe College . 
She recently appeared as Melisande in the first professional performances in Russia of 
Debussy's Pelleas et Me1isande; the opera was broadcast on Russian national TV. She also toured 
Spain for five performances of Haydn's The Creation. Other recent highlights include 
performances of Bach cantatas at the Northwest Bach Festival, Mozart's Exsultate, jubilate!, 
Solemn Vespers and Mass in C-minor, Schoenberg's Pierrot Lunaire, and Bernstein's "Kaddish" 
Symphony. Ensembles with which she has appeared include the St. Paul Chamber Orchestra, the 
Rodzhezvensky and Svetlovsk Orchestras of Russia, the Masterworks Otorale, Boston Musica 
Viva, Collage, the Boston Players, and the Mendelssohn and Boston Composers' String Quartets. 
Her recording of Tod Machover's Flora was selected as the Boston Globe's New Music Recordir 
of the Year in 1992. She has recently released Jonathan Harvey's From Silence; both recordings a. _, 
available on Bridge Records compact disc. She has also recorded for the AFRA and Koch 
International labels . 
Ms. Bennett was appointed Assistant Professor in Voice at Boston University in Fall, 1994. 
Novemberl 
8:00 p.m. 
November2 
8:00p.m. 
November4 
8:00p.m. 
Novembers 
8:00p.m. 
NovemberlO 
8:00p.m. 
November19 
8:00p.m. 
UPCOMING EVENTS 
Facutly Recital 
Tong-II Han, piano 
Leslie Parnas, cello 
The Tsai Performance Center 
685 Commonwealth Avenue 
ALEA III 
Theodore Antoniou, artistic director 
The Tsai Performance Center 
685 Commonwealth Avenue 
Faculty Recital 
Harvey Pittel, saxophone 
SF A Concert Hall 
855 Commonwealth Avenue 
Boston University Symphony Orchestra 
David Hoose, conductor 
The Tsai Performance Center 
685 Commonwealth Avenue 
The Muir String Quartet 
with Mitchell Lurie, clarinet 
The Tsai Performance Center 
685 Commonwealth Avenue 
Boston University Symphonic Chorus 
and Orchestra 
with Robert Shaw, guest conductor 
All Beethoven program 
The Tsai Performance Center 
685 Comonwealth Ave. 
Call 617-237-2277 for ticket information 
For further information, please call 353-TSAI or 353-3349. 
Boston University School for the Arts 
Advisory Board 
Nancy Reis Joaquim 
Esther B. Kahn 
Stephen M. Mindich 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Bruce MacCombie, Dean 
Christopher Kendall, Director, Music Division 
Walt Meissner, Associate Dean for Administrative Affairs 
Stuart Baron, Director, Visual Arts Division 
Roger Croucher, Director, Theatre Arts Division 
Tammy Murphy, Public Relations Director 
Shirley Ginsberg, Graduate Financial Aid Coordinator 
Heather Spangler, Alumni Representative 
Lynda Fairbanks Atkins, Development Officer 
General Information Line: (617) 353-3350 
***************** 
The School for the Arts welcomes your support to help continue these concerts. 
Further information regarding gifts to the School may be obtained from: The 
School for the Arts Development Office, 855 Commonwealth Avenue, Rm. 203, 
Boston, MA 02215 (617) 353-7293. 
